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TOUCH AND TECHNIC;

THE TECHNIC OF ARTISTIC TOUCH
BY MEANS OF THE TWO-FINGER EXERCISE.

PREFACE TO REVISED EDITION.

Advantage is taken of the demand for a new edition of
Volume I of “Touch and Technic,” to rearrange the material
and make certain additions in order to render it clearer, more
convenient for teachers not previously accustomed to the
system, and better arranged for gradation, according to the
demands of pupils in different stages of progress.

INTRODUCTION TO THIS EDITION.
A SHORT HISTORY OF THE TWO-FINGER EXERCISE.

The two-finger exercise in its primitive form is one of the
oldest known devices for strengthening and individualizing the
fingers. It is found in most of the piano instruction books of
the last century and appears also in the more modern works of
Clementi, Hummel, and Czerny.

The author of this work claims no originality as to the
exercise itself, but solely as to its manner of treatment as set
forth in the following pages, the main features of which are:
(1) Its adaptation to metrical and rhythmic forms through
varieties of grouping and accentuation. (2) The cultivation of
strength and stability as well as lightness and speed in playing
by means of the “graded sequence” and “velocity” forms.
(3) The development of a musical as well as mechanical legato
quality of touch by means of the employment of the diverse
and varied muscular movements which contribute thereto.

These things in proper combination enhance the value and
efficacy of the two-finger exercise in a wonderful degree,
because they involve the cultivation of phrasing and expression
as well as of mere muscular strength and dexterity ; of firmness
and elasticity; of light and shade; and of repose in action
which is so necessary to a finished and artistic style in playing.

The author’s attention was first directed to the two-finger
“motyf” during his stay in Weimar, Germany, in the years
1853-54. At that time Liszt’s pupils were few in number, only
three, in fact, viz.,, Dionys Pruckner, Karl Klindworth, and the
writer. One day the boys were discussing the subject of
mechanical technic and wishing for some little “multun: in parvo”
exercise, which should be so comprehensive and far-reaching in
its results as to do away with a multiplicity of exercises, and
acting like magic, accomplish the whole thing zzsfanter and thus
obviate the necessity of slow plodding. They finally referred
the matter to Liszt, and his reply was that inasmuch as all
pianoforte pieces consisted of scale, arpeggio, chord, and octave
passages, the practice of these could never be wholly dispensed
with; but, he continued, “of all exercises of which I have knowl-
edge, for stimulating, strengthening, and limbering the fingers,
this simple little exercise is the most effective.”” He went to
the piano and played the two-finger exercise in the form pre-
sented on page 22, and numbered 8, but without observing
any particular metrical form. “You know,” he continued,
“that I have given up my concerts and public playing, but when
occasionally I do play in private for my friends and feel the
need of preparation, I practice this exercise solely and for two
or three hours uninterruptedly. Asa result I regain my full
technic without practice of anything else, either exercise or

piece.”” Tausig, who got this exercise from Liszt at a later
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period, also held it in high esteem, and, according to the testi-
mony of many of his pupils, he used it in his individual practice
more than any other form of exercise.

Shortly after the writer began his work as a teacher, in the
year 1855, he first conceived the idea of developing and increas.
ing the usefulness of the exercise by meaus of the varied treat
ment explained in the following pages, a’*d he has continued it
ever since with invariably the best result
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INTRODUCTION.

GENERAL FEATURES AND PECULIARITIES OF THE SYSTEM.

Of Touch in General.

Section 1. The object in view is to lay the foundation of,
and to build up, a good pianoforte touch and technic in the
- shortest possible time, and after this has been accomplished, to
keep the muscles \\hich are employed in such a touch in the
highest state of training, through the continued and daily use
of the exercise best adapted to that end. Success in this
undertaking depends entirely on the method of practice. In
itself, the two-finger exercise is as simple and elementary a
form as can well be devised, but through the application of
different kinds of touch to its various forms, it becomes compre-
hensive and exhaustive in its results, because it searches out
and brings fully into action, in the most complete and thorough
manner, nearly all of the muscles which are used in pianoforte
playing. The truth of this assertion may not at first appear,
but is easily demonstrated on investigation, and is quickly
wrought into the experience of those who give the matter a
faithful and persistent, if only a short, trial.

The elements of strength and elasticity are both essential
to a good pianoforte touch, and in accordance with their
presence in varied degree and combination will be the tone-
color, or quality of tone produced. The application of mere
force without elasticity produces a hard, piercing, and unsym-
pathetic tone. On the other hand, an undue exercise of
elasticity results in a characterless tone. The combination of
the two principles in right proportion accomplishes the desired
result. The strength furnishes the staying power and back-
bone, so to speak, and the elasticity mellows and tempers the
tone by supplying the needed buoyancy and springiness. Elas-
ticity of touch is gained through the proper use of the flexor
and extensor muscles, extending from fingertip to elbow,
acting in harmonious union with various muscles of the upper
arm, of which the #7cepsis the great extensor of the elbow-joint,
while the biceps and brachialts anticus are the antagonistic
flexors, Of these the #iceps, which lies upon the outer part
of the upper arm, affords practically the key to the whole
situation, and careful attention to its proper action in playing
will in a short time bring about results which can be attained
in no other way. This is due to its important influence in
the development of a generally relaxed muscular condition
and to its powerfully effective agency through these means in
the production of a musical and resonant quality of tone, which
is, at the same time, pervasive and singing in character and of
great carrying power. (See Section 26.)

Supple and flexible muscles are indispensable in the pro-
duction of a musical and sympathetic tone. On the other hand,
a hard and heartless tone is the natural result of stiff and rigid
muscles.

Until up to within a comparatively recent date, the thorough
and systematic training of the muscles under consideration has
been in a great degrec neglected, or, at least, they have received
nothing like the attention they deserve, but the importance of
such training is now beginning to be recognized. It is not in-
tended to claim that through the employment of any merely
mechanical means a truly emotional touch can be acquired.
Such a touch is inborn, and, as the Germans aptly express it,
‘“of the grace of God.” But a discriminative and versatile
touch, as regards quality and power, is within the reach of every
one who will properly bring into action and training the God-
given muscles common to us all. In order to accomplish this the
daily practice should not be regulated solely with a view of.
acauiring strength, but a good portion of time and attention
shouid be given to the use of that particular kind of touch

especially adapted to the development of the various muscles,
by bringing them into full play and giving the utmost scope to
their freedom of action, both as regards elasticity and speed.

Sec. 2. By ToucH is meant the art of eliciting tone from the
pianoforte. Touches may be classified according to the tone
qualities and effects they, produce, as legato, staccato, demi-
staccato, portamento, etc.; or according to the particular part
of the muscular apparatuses most active in eliciting the tone,
as arm touch, hand touch, finger touch, etc.

In all forms of touch the various muscles from the shoulder
to the fingertips co-operate to such a degree that in the inaction
of any one of them it would be impossible for the others to
elicit the precise tone quality desired ; nevertheless the touches
are easily to be discriminated, as already said, according to the
predominant activity of one part of the muscular apparatus
above the others. Thus, for instance, when the lightest possible
caress of the points of the fingers has been delivered to the keys,
the hand, forearm, and upper arm have all helped by furnishing
the necessary solidity of repose—the fulcrum against which the
levers of the fingers have moved themselves. Or, in the touch
farthest away from the light finger-caress just mentioned—the
fall of the arm with its full weight upon the keys—the fingers
are still very much concerned, since it is their important office
to distribute the force to the proper tones of the chord; the
hand and forearm meanwhile are equally important, because
they constitute the medium through which the fall of the arm
reaches the keys, producing the desired tonal effect. Thus,
whatever the kind of tone desired, it is indispensable to have
all parts of the apparatus in working condition, ready for
transmitting the willimpulse,—the actual motor in produc-
ing tonal combinations.

In common speech the expression “striking the key” is
sometimes used. Although allowable as a matter of con-
venience, it must be understood and never be lost sight of that
the finger must fa// upon the key rather than strike it. At the
moment of contact, which does not mean collision, the finger
settles upon the key with a determined and resolute pressure,
which is, however, tempered by an immediate relaxation or
yielding of the muscles throughout the arm,—Delsarte would
call it “devitalized ;” the key is then held ﬁrmly, but without
stiffness or mﬁexnblllty The character of hardness or austerity
must be avoided. That there will be more or less contraction
of the muscles at the moment of contact goes without saying.
But do not understand this word contraction to be synonymous
with rigidity. For example, the good qualities of courage, reso-
lution, firmness, and fortitude must not be confounded with
their counterfeits,—bravado, obduracy, obstinacy, and stubborn-
ness, whatever fancied resemblance there may be between them.

Skc. 3. The name “Toucu axp TecuNIc” has been selected
as an appropriate designation for a system of training which
aims at developing, synthetically as well as analytically, all the
various forms of finger-facility commonly embraced under the
name of “technic;”’ and in connection therewith the education
of a decp, full, light, expressive touch, without which no musical
playing is possible.

The component elements of first-class piano-playing are the
following :

Zune (as regards the pianoforte, accuracy of execution).

Zime (attention to meter and rhythm).

Quality of Tone (by different gradations and methods of
touch

Expresszmz or Plrasing (through quality of tone as pro-
duced by different kinds of touch, and by inflectional
emphasis and accent).

Facility of Execution, and at the same time Repose (in pas-
sages of every variety of speed).



The exercises in this system contain all these elements, or
the germs of them, and are intended to bring them into action
and use from the very outset. Inasmuch as the qualities
enumerated above are all factors in the composite unit, good
Playing, no one of them can be neglected at any stage without
impairing the general result; and the habit of attending
equally to each and every one of them simultaneously must be
acquired at the earliest possible moment. This is not so diffi-
cult as has generally been supposed, nor is it in violation of
the principle of ‘“one thing at a time.” There is but one
“thing,” which is the interpretation or expression of the musi-
cal idea ; but this one thing properly considered requires equal
attention to all the factors enumerated. The material and
opportunity for musical expression afforded by a twofinger
exercise is indeed limited, for the “moff”’ contributes but little
to interest the hearer. Scales, arpeggios, chords, and octave
passages afford a wider scope. But exercises need not be
played in a dry, perfunctory, and exclusively mechanical way.
Under the fingers of an artist, expert in the act of eliciting a
fervent and musical tone by means of a touch adapted to
that end, they take on new life and interest. It is this certain
mausical habit which the novice must strive for early in the
beginning and keep constantly in mind at every successive
step. Remember that an “ounce of prevention is worth a
pound of cure,” and ‘““a stitch in time saves nine,” and avoid
sowing the seeds of mere mechanical playing, which, devoid as
they are of musical feeling, can naturally beget only their own
kind. '

A player of native musical temperament always plays
musically by instinct, and such playing never lacks phrasing,
nuance, and expression, even in the practice of exercises,—for
to play otherwise would be to do violence to his musical nature.

A player who lacks these finer perceptions must nevertheless
learn from the example of one who possesses them, and follow,
so far as possible, in his footsteps.

The student should in every way avail himself of every pos-
sible advantage and surround himself with a musical atmos-
phere, soto speak. A very important and valuable accessory
and aid to this is a fine instrument,—one with a beautiful sing-
ing and resonant quality of tone together with a delicately
adjusted and responsive action, for these things are powerful
helps in the acquirement of a good touch. The celebrated
pianist, Thalberg, noted for his lovely touch and tone, once
remarked to the author that an instrument possessing these
qualities not only aided in the formation of a habit of sympa-
thetic touch, but more than that, it really suggested musical
ideas and allured the player into a mood for composing. Do
not be led astray by the idea that “any piano is good enough
for a beginner,” nor by the direction to “first get the notes
right, then the expression.” A better motto is, ““ while getting
the notes right, attend also to the expression.” KExperience
shows beyond controversy that better results follow this course.

Synopsis of Touch and Technic.

Sec. 4. This system of “Touch and Technic” consists of
four different kinds of passage (or exercise), and it is intended
that the pupil practice something of each class every day,
excepting when for good reason one element or another may
be temporarily intermitted, namely :

1. Zwo-Finger Exercise. (“Touch and Technic,” Vol. L)
2. Metrical Scales. (“Touch and Technic,” Vol. IL.)
3. Metrical Avpeggios. (“Touch and Technic,” Vol. IIL.)
4. School of Octaves and Bravoura. (*Touch and Tech-
nic,” Vol. IV.)

The daily practice is intended to include these different kinds
of exercise, each in turn, for a comparatively short time only,

and no one of them to excess. By this method of practice the
burden of the student is made as light as possible and no one
set of muscles or faculties is over-exercised. At the same time,
through the system of metrical elaboration the attention is
absorbed and concentrated to a degree otherwise unattainable
in the practice of exercises.

Inasmuch as a musical and discriminative touch intelligently
applied is the most important part of a player’s outfit, Volume I
of “Touchand Technic” is exclusively devoted to this part of the
training. Its object is to thoroughly train the hands and fingers
in all those varied manners of touching the keys, without which
the different tone-tints and musical effects required in the com-
positions of the greatest tone-poets cannot receive adequate
expression. With this end in view it aims to form the indis-
pensable practical complement to the distinctly musical material
through the study of which the musical faculties themselves are
rendered sensitive and deepened, the tone-perceptions more
delicate and discriminating, and musical feeling more refined
and spiritual.

Skc. 5. Volumes II, III, and IV cover different ground, which
must now be considered. Pianoforte passages consist either
of scales, arpeggios, chords, or octaves. These in the aggre-
gate comprise the totality of brilliant pianoforte technic. They
are not generally played in the deliberate and impressive
manner appropriate to melody, but with speed, brilliancy, and
at times with almost inconceivable lightness and delicacy.
The effective execution of this part of the playing has long
been regarded as the distinguishing mark of a well-trained
pianist, and instruction books and manuals of technics have
furnished a great number of typical forms intended for train-
ing in this direction. All arbitrary combinations of tones
devised for practice have, however, the great disadvantage
of being vacant of meaning, nor is it possible by simply repeat-
ing them over and over to build up out of them significant
unities. The habitual reiteration of them in daily practice
engenders mental habits of the most careless description, and
owing to their tiresome character and arbitrary construction, the

fingers derive from practicing them but limited aid toward over-

coming the difficulties offered by well-made bravoura pieces.

Skc. 6. In the effort to surmount these unfavorable elements
of practice, the author conceived the idea of putting the scales
and arpeggios,—the radical elements of brilliant passage play-
ing,—into metrical form, the sole object at first being to compel
close attention on the part of the pupil; in other words, to
secure mental concentration. Successful results were imme-
diate and gratifying beyond expectation. Pupils invariably
expressed themselves as greatly interested in, and pleased with,
the new way of practicing. Apathy gave way to earnestness
and well-directed effort took the place of aimlessness. Another
advantage not at first contemplated was gained, viz., a habit of
attention to metrical form was awakened and fostered, and the
sense of rhythmic effect was rendered more sensitive and acute,
and its practical observance became more or less habitual on
the part of the player. Little things of this kind are of the
first importance because they involve, in the aggregate, the
germs of phrasing, style, interpretation, and expression. Finally,
another benefit resulting from metrical treatment is so obvious
that it hardly needs demonstration here, viz., its decided and
efficient influence in developing strength and endurance where
most needed by the pianist. Thus the main and characteristic
feature of this method is that through the daily practice of
scale, arpeggio, octave, and chord passages in all variety or
forms, the entire muscular apparatus used in pianoforte playing
receives its “daily bread” in a manner complete and compre-
hensive,—the wntire practice occupying much less time than has
generally been supposed indispensable where a high degree of
technical attainment is intended.



4 New Method of Developing Speed.

Sec. 7. Long experience in teaching has shown that average
pupils can attain speed in a much shorter time by alternating
slow and fast practice, rather than by dwelling for a long time
on slow motions before attempting the fast ones, as is commonly
the case. Rapid playing at a very early stage of progress is ex-
tremely efficacious in building up and confirming finger and hand
power, as well as correct muscular action. For rapid finger
motions necessitate an independent finger action, and inas-
much as the quickness of their movements effectually prevents
a joggling or jarring motion of the hand, persistent practice of
this kind aids essentially in bringing about and establishing a
quiet hand position, and this, too, almost unconsciously to the
pupil.  No fault is more common, and at the same time
objectionable, than the jarring motion here referred to, for it
utterly precludes the possibility of musical legato and cantabile
playing. Itis a very serious fault and difficult to deal with, for
once acqulred it adheres with persistent obstinacy, and is
almost impossible to overcome. In large measure it is the
result of long-continued, exclusively slow practice, aided and
promoted by the wrong use of the muscles in the effort to gain
strength. For the novice in attempting to increase the power
and produce a larger tone, unconsciously lifts and moves the
hand at every step when playing slowly, whereas all such
motions ought to be vigilantly avoided so that the hand may be
trained to a quiet and tranquil position while the fingers move
independently, freely, and rapidly. In many instances the first
seeds of this fault are sown early in childhood, for little children
who get at a piano begin to pound either with the fist or with a
single finger of the right hand, and naturally the impulse does
not come from the finger joints and knuckles but solely from the
arm. In this way they thump out bits of simple melodies from
day to day and quickly contract the habit of an unsteady and
unstable hand, which is so fatal an obstacle to genuine progress
in later years. This fault is very rarely found to excess in the
left hand, which from the beginning has been wont to play only
simple accompaniments in quiet and stationary five- ﬁncrer
positions.

Now, the teacher is obhged to take these things as he finds
them and apply the cure in as ingenious a way as he can devise.
Merely telling 'the pupil that the hand must be held perfectly
still and the fingers made to do the work independently, and
showing how by practical example, seems as a rule to be of no
use whatever in securing good and careful practice. There-
fore the only resort is to use some artifice which will compel the
pupil to exercise the right muscles unconsciously.

The author was led in this way to devise the Graded Exercise
as applied to scale, arpeggio, and other passage playing. (See
Sections 8 to 12 inclusive.) The velocity forms (see Section
42) were designed many years before the Graded Exercise
was thought of, and with the special object of promoting and
establishing a quiet hand position and independent finger action,
for the impossibility of a jarring hand in such rapid movements
was seen at the outset. They were constantly used and
thoroughly tested in his private teaching for some fifteen years
before being given to the public for the first time in his work
entitled ““Pianoforte Technics,” published in 1876. He con-
siders these forms, viz., Graded Exercise and Velocity Exercise,
to be of vital significance, and the principle upon which they
rest is the central thought of his entire method of practice.

Sec. 8. In the present work this principle meets the student
at the very outset of his studies in every form to which metrical
trecatment is applied. After a very few preliminary perform-
ances of the passage, whether arpeggio or scale, he is immedi-
ately required to play it in a metrical gradation of rhythm,
proceeding from whole-pulse rhythms to half-pulse, quarter-
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pulse, and eighth-pulse lengths, at a rate of speed already
corresponding in the first grade to a strong allegro. Contrary
to the impression of teachers who have not tried it, young
pupils arrive at the first grades of speed by this system with
very little trouble, and it is only a short time before they are
able to make a successful approximation to the great rapidity
of the last form, Grade IV,

The principle upon which the exercise rests is that of first
making the player conscious of the musical figure out of which
the exercise is composed, and of the muscular motions needed
in playing it. This happens in Grade I. In Grade II there is
still time for deliberation as to figure and finger; in Grade III
a degree of speed is at once taken, which, under the old
system, is not reached until after a much longer time of pre-
liminary study. And in Grade IV we come immediately to a
speed which is great even for good players. This, in the case
of beginners, may not be reached for a little time; but if the
effort is persisted in, and the unerring testimony of the metro-
nome be continually appealed to, in order that there may not
be a weakening of the metrical motion for the accommodation
of slow fingers, the pupil will, in almost an incredibly short time,
acquire the knack of the hand and finger motions upon which
fast playing depends.

Sec. 9. It will be observed that this method of velocity
differs in two important respects from all other velocity prac-
tices offered students. In the first place, the musical form is
very short, and is a real unity of itself, such as appeals to
every latent musical intelligence. In this respect it differs from
all arbitrary formulas used as motives. Second, it admits and
invites development into larger and larger unities, which, as
soon as formed, are just as apprehensible and comprehensible,
even by young pupils, as the short forms out of which they
have been composed. In this respect, again, it differs from all
long passages developed out of arbitrary musical figures.
Hence, at this point the student is already in a very favorable
position with reference to the high degree of speed required,
since the mental strain of conceiving the entire passage as a
unit does not exist; the passage, when composed of arpeggios
or scales, being felt as a unity by the intuitive exercise of musi-
cal intelligence of a grade requiring little or no preliminary
training.

Skc. 10.. Still more important, third, are the conditions under
which speed is demanded in this exercise. Instead of leaving
the student to “gradually increase the speed as he gains in
ease,” he is made here fo exactly doudle the speed at the very
first step. There is no question of waiting, he is to do it at
once—intuitively. The metronome is ticking away, leaving no
possible doubt as to what this exact doubling may mean.
Then he proceeds again to double this in turn, the metronome
still going on with its relentless admonition. And, finally, he
doubles once more, the metronome being still the witness. In
this way, besides gaining speed more rapidly than in the old
way, the sense of time is strengthened to a remarkable degree.

The author has found by experience that in the old way of
expecting the speed to be gradually increased, the majority of
pupils continued with very slight increase of movement beyond
the moderate pace which they first happened to hit as a fast
form ; but in the new method the mathematical relation of the
fast way to the slow way immediately preceding affords the
student an enormously efficient incitation, so that as soon as
the sense of time becomes quickened to the true significance
of the fast form, the speed is very soon attamed even in the
high grades.

Sec. 11. The principle of the fast forms, Grades III and IV,
is in no way different from that of the veloc1ty exercises which
were so important a feature in the “Technics,” and several of his



previous works. (See Section 7.) But the metkod of making the
student conscious of the high speed desired is applied in another
way, and s method is everything. It lies at the very foundation,
and affords a way by which inexperienced players can learn the
knack of playing fast, and at the same time secure what is of
equal importance to the later development, the certainty of
practicing their exercises in three or four degrees of speed vadi-
cally different from each other. By this diversified speed of
practice alone will brilliant playing be attained.

Sec. 12. So whatever of novelty the teacher may find in
these graded exercises, and however difficult they may seem
for the place they occupy in every department of this system,
it is hoped that they will be faithfully attempted, in careful
observance of the directions appended ; which being done, the
author has no fears for the result. He desires simply that
other teachers may find in this simple exercise the aid that he
has invariably had from it in many years’ experience in teaching.

Definitions.

Sec. 13. In the course of these works it is found convenient
to employ certain terms in definite meanings, which, being in
part peculiar to this system, or not generally a part of the
terminology of technics, need to be accurately defined.

Zime in music includes all the elements of tone-length and
duration, as also rests, pauses, holds, etc.

Meter is movement measured by regular pulsations divided
into uniform groups or measures. Measures are made ap-
parent to the ear by means of periodic stress or accent.
Every piece regulates its motion in time by assuming a certain
pattern of pulserapidity and a certain recurrence of accent.
This continues to the end of what is called the movement,
which is changed whenever there is a new rafe of pulse,
or a new grouping of pulses into measure. Meter holds the
same place in the #mze of music that tonality holds in fune. In
the same way that a movement is composed in a certain mefer,
so a melody is composed in a certain £ey, 7. ., all the tones in
the melody are taken from a certain key, or are related to it.
In like manner, all the duration and intensities in a piece are
computed by reference to the meter.

Rhythm is the rate at which the tones of the music move, as
measured against the background of the meter. Hence,
rhythms are compllcated to an endless degree, and it has not
been found possible to form a terminology capable of express-
ing them clearly. In the present work the rhythms are com-
paratively simple, being pulse-rhythms, or half-pulse, quarter-
pulse, etc., without subordinate modifications. Moritz Haupt-
mann says: “We call the constant measure by which the
division of time is made, Mefter,; the kind of motion in that
measure, Riythm.”

Metrical Treatment—By metrical treatment is meant play-
ing the form (that is to say, the scale or arpeggio) in a certain
kind of meter (measure).

Riythmical Treatment—By rhythmical treatment is meant
playing an exercise in rhythmical relation, which may be either
one of two kinds, or both together :

First: The different meters may be combined in it in such a
way as to show their mutual relation. This takes place in
the Sequence Forms, such as those in Sections 20 and 24,
in Vol. I, and in all the Rhythmic Tables, such as Nos. 2,
3, 4, etc,, in Vol. I, and Nos. 6, 7, 11, 36, 39, etc., in Vol.
lII. These are designed to correct the common misappre-
hension of the exact relation existing between half-pulse,
quarter-pulse, and eighth-pulse motions in the same move-
ment.
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Second : A single rhythmic motion may be taken and repeated
over and over throughout the form until the rhythmus is
completed by the return of the accent to the starting point.
This is what takes place in all the exercises in Vol. I,
especially in the sixes, nines, and other forms which are
not completed upon the first performance of the pattern.

Third : Both methods may be combined in the same exercise.
This takes place in all the Graded Tables, especially in
those containing sixes and nines.

Rhythm, representing as it does the mathematical part of
music, must enter into the playing with the exactness of mathe-
matical proportion, and the object of rhythmical treatment is to
aid in intensifying the sense of rhythm and in promoting the
habit of mental concentration.

Accent is a stress laid upon a tone in order to indicaté its
relation to something else in the same connection.

Metrical Accents are those which mark the meter by a
stress laid upon certain tones in order to indicate the bound-
aries of rhythmical unities. Hence two important practical
considerations follow : First, the accent must be distznct o the
ear of the hearer, and unmistakable. This is a vital point too
generally neglected. Second, every rhythmic unity has two
boundaries, a beginning and an ending. The hearer must be
able to distinguish both these by means of accent. The end of
one unity is generally the beginning of another.

Motion-Patterns, or simply “patterns,” are outline-patterns
of the direction which the hands take with reference to each
other, in the performance of scales or arpeggios. Such are direct
(both hands, one octave apart, moving in the same direction);
contrary (the hands moving in opposite directions) ; canon (where
one hand follows the other at a certain interval, repeating the
same melody); wvelocity (the instantaneous sweep of the hands
from one extreme to the other), etc. The term ‘“ practice-forms”
is used for apphcatlon to the different forms arising from treating
the “motion-pattern” metrically. Hence every motion-pattern
may afford a considerable number of * practice-forms.”

PART FIRST. ELEMENTARY TREATMENT OF
TOUCH.

Finger Touch. The Clinging Legato.

Skc. 14. By finger touch is meant a method of eliciting tone
in which the finger appears more active than any other part of
the playing apparatus, and as such the main instrumentality in
producing the tone. Chief among finger touches is that known
as the clinging legato, employed in cantabile passages and
melody playing in general.

The clinging legato is by reason of its nature a foundation
touch and “ built upon a rock,” so to speak. This expression,
“built upon a rock,” is not intended to convey any idea of rigid-
ity, hardness, or stiffness in the touch, but, distinctly differing
from that, it signifies stability, strength, repose. If applied in
the right way the result will be a tone which is full, warm, and
pervasive. The finger falls upon the key with decision, but free
from rigidity—settles firmly down upon it with a sense of hav-
ing come to stay. This steady, continued, though never rigid
pressure is transferred at exactly the proper time to another
key through the agency of another finger. In this way the
tones are bound together, and, as it were, melt into each other,
as expressed by the word Jegafo, signifying to bind. Each key
must be held with moderate pressure and without rigidity
throughout the full time-value of the tones as indicated by the
notes, but not one instant longer.

Before giving directions for the practical application of touch
a few explanations are necessary. The musical examples in



Part Firstare confined to a compass of five degrees—from C to G.
In the Material, page 21, this compass is in general extended
to nine degrees—from C to D above the octave. It may
be further extended at the will of the player, but such ex-
tension is not at all necessary. The exercise may and should
be transposed to any key or adapted to any arpeggio or
broken-chord form. But the main purpose of illustration is
accomplished if the fingers are restricted to the white keys alone
—thus, to the scale of C major. Hence all of the pictorial illus-
trations represent the fingers as being on the C position. Some
of these show the second and third fingers of the left hand, while
others present the fourth’and fifth fingers of the right hand. It
is believed that an intelligent working idea can be gained from
a careful comparison of these two positions. In the directions
which follow, the second and third fingers of the left hand
are used for the purpose of description, and to serve as a
model for the use of the other pairs of fingers. The reason
these fingers are chosen for this purpose is because they show
to better advantage in the plates, as in the beginning of the
ascending C position. The essential point is to convey an
accurate idea of the correct position and movement of the two
fingers under present consideration. For the better accomplish-
ment of this purpose the thumb, as represented in the cuts, is
drawn back somewhat out of its true place, which in a five-
finger or scale position would be a little further forward,
extending slightly over the edge of the keys. The beginning

Ficure 1, a.

is made with the second and third fingers, these being naturally
the strongest and therefore the easiest to manage at first. As
soon as the student has become familiar with the motions it is
better to begin the daily practice with the fourth and fifth
fingers, so that these naturally weak fingers may derive the full
benefit of the freshness of first attention. It goes without say-
ing that each pair of fingers must receive daily attention.
Directions.—Begin with C, of the so-called small octave, or
one octave below middle C, using the hand touch for the first
tone. (See Section 33.) Let the third finger of the left hand
fall upon this C, the second finger being at the same time
raised in a curved position as high as possible directly over
D. (Figure 1,2.) Next, without permitting the key to rise, let
the upraised finger fall with full strength on D. Both the third
and second fingers are now holding down C and D, thus bring-
ing the surface of these keys toa level. The two keys must be
held down firmly, but at the same time muscular rigidity or
stiffness must be carefully avoided. (Figure 1, 4.) The third
finger now slides up to the second finger on D, without permit-
ting the D to rise, and the second finger instantaneously re-
linquishes its place to it and rises again as before, but this time
directly over E. The finger transfer just described takes place
with the quickness of thought—so quick, indeed, as to be
almost imperceptible to the eye. Proceed in like manner
throughout the ascending part of the exercise,—the left finger
of the pair doing the clinging and sliding. In descending, this
proceeding is precisely reversed, that is, the right finger of the
pair does the sliding. The right hand begins on middle C, and
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this rule is to be applied throughout the exercises as presented
here, excepting those on the black keys.

The two-finger Diatonic Scale exercises which follow, are
from the MaTERIAL beginning on page 21, and they retain here
the number there given them.

Ficure 1, 4.

A sequence in Rhythm I consists of Nos. 1, 2, 4, 6, 8, 10,
and 12, all even numbers excepting the first one. A sequence
in Rhythm II begins also with No. 1, which is followed by the
odd numbers 3, 5, 7, 9, 11, and 13. (See pages 21 and 22.)

FIRST GRADE.
The Clinging Legato Touch.

First slow form. Rhythm I. j=84. See Material No. 1.

( ﬁl} 3 I B __H
g —— S — = —— § 1|
L A== m I = = = S 0
i 2 3-2 | 3—2} 3—2 3 2-3 2—-3 2-3 2
) FINE.
3 2-3 1 2-3/| 2-3 2 _3—2 3—2 3—2 3
P = S— S -] R o7 ; | ——p—
( B I - e |
Right hand. 4 5—4
3 4—3 ete
Practice also impartially and faithfully with 1 21
each of' the other pairs of fingers, viz.: Left Hand. 2 1—2
4 3—4 ete.
5 4-5

Sec. 15. This exercise can also be carried out in the chro-

. matic scale, and upon the black keys, and in the arpeggio of

* the diminished seventh, as written in Nos. 46, 51, and 56.

In these, owing to the succession of black and white keys,
the sliding of the following finger on to the key of the leading
finger is not practicable. The fingers change upon the keys,
but do not slide across from one to the other. They must,
however, cling to the keys as closely as possible.

The Finger Elastic Touch.

Sec. 16. The elastic touch, also a fundamental form, is the
direct antithesis of the clinging legato, inasmuch as in its per-
formance the finger takes the key while “on the wing,” so to
speak ; that is, the finger strikes and sweeps the key while in
the act of flexion, or in pulling toward and closing up to the
hand, as represented in the following cut:

FiGURE 2, a.

The dotted lines represent the course of the secornd finger
in the action of flexion. See alse figures 2, 4 and c.



10

The tone produced by this touch has a buoyancy, lightness,
and flexibility which is enlivening and exhilarating. The tones
float and rebound, as it were, and are not dull, colorless, or
monotonous. The daily and faithful use of this touch accom-
plishes vastly more than this, however, and its comprehensive
and far-reaching influence can only be realized by experience.
A position of the hand in which the fingers are arched or bowed
is universally recognized as best adapted for pianoforte playing.
If the muscles controlling the finger joints are weak, such a
position is not possible ; but by persevering day by day in the
finger flexion characteristic of this touch, these muscles are
thoroughly strengthened and the desired position comes as of
itself, almost unconsciously to the player, who is thus relieved
in great measure from the drudgery of incessantly watching the
finger motions. Another important result of this constantly
repeated finger flexion is the loosening of the muscles of the
wrist and forearm which are used in octave playing, thus making
them limber and pliable, In this connection it may be aptly
termed the “infant school” of octave playing. The benefit
resulting from the daily use of the elastic touch will be quickly
manifested, but only by long acquaintanceship will its usefulness
be thoroughly appreciated.

SECOND GRADE.
Clinging Legato and Elastic Touch in Alternation.

Second slow form. Rhythm II. J-=96. Material No. 2.
e e e e e e
= 0 e O B R I o -~ N *ﬁ, N
= | A A - - ~ A =S
~ — e
2-3 2-3 ete, 3-2 3-2ete
3—2 3-2etc 2-3 2-3 ete,| FINE.
> . Pl > >~ > > A
FATESY T S T W | e et .~ —
o M B 1 e N i R I ] =1§H: AH
Eé“*‘f'i, e s o B e s e e F;LF

Do not neglect in practice any of the pairs of fingers.

Practical Directions.—Begin as before, taking small C with
a hand touch with the third finger of the left hand, the second
finger being at the same time raised as high as possible, directly
over D. This time, however, the upraised finger, instead of
having a curved position, must be extended in a straight or even
rising line from the hand, as represented in the following cut:

Ficure 2, 4.

Now suddenly and vigorously flex the muscles of the up-
raised finger by shutting and pulling it quickly inward and with
decision toward the palm of the hand, so that in the act of
closing it wipes but also forcibly strikes the key D.  The object
in view is to secure the utmost possible flexion, or sweeping
raotion of the striking finger. At the completion of this elastic
touch the hand remains stationary, as shown in figure 2 ¢, but
the wrist must be entirely free—that is to say, all the necessary
constriction which accompanies the forcible effort of performing
the elastic touch must be suddenly relaxed.

Skc. 17. At this point the elastic touch can be applied, at the
discretion of the teacher, to the chromatic scale, arpeggio of the
diminished chord, black keys, etc., according to the patterns in
Nos. 46, 51, 56, etc.

The legato, called also plain legato, is the standard and
staple touch for ordinary and general use. It closely resembles
the clinging legato, but in the latter touch the pressure always
exceeds the natural power of the fingers, drawing somewhat
from the arm, whereas in the plain legato this is not the case,
but the required strength comes from the fingers alone. The

FiGure 2, c.

clinging legato is especially adapted to the bringing or press-
ing out of a full and sonorous tone in the performance of
melodies. (See Section 27, with especial reference to the triceps
muscle.) The legato is applicable to the accompaniments of
melodies as well as to all varieties of scale and arpeggio
passages.

The Light and Fast Forms.

Sec. 18. In the clinging legato and elastic touches the
exertion is considerable, being such as is proper in earnest and
somewhat impassioned playing only. In order to counteract
the one-sided influence which would result from the exclusive
use of this method of practice, the light and fast forms will be
found to be of very great importance.

In the fast forms the rhythmic pulsations are more than twice
as rapid as in the forms already given, and each pair of tones is
played as if constituting a single word of two syllables. The
wrist is entirely limp, the hand falls a very slight distance upon
the first tone of every alternate pair, and the second or every
fourth tone is played with the least possible finger motion, with
a slight drawing inward of the point of the finger on leaving

Ficure 3.

the key. The value of this exercise does not turn upon the
amplitude or intensity of the motions, but upon their clearness,
quickness, flexibility, and lightness.

The fingers, instead of being raised high, as in the slow forms,
must be held close to the keys in order to favor rapidity of
motion, for there is no time for superfluous motion in a degree
of speed which is hardly exceeded by the quickness of thought.
(See figure 3 for illustration of hand and finger position suit-
able to this touch.) The mental grouping of the tones will be
promoted, as also the correct motions for the touch, by a pre-
paratory moderato form like the following : ‘
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THIRD GRADE.
Legato and Mild Staccato Touches in Alternation.

For the sake of abbreviation the exercises which follow hereafter are written out only
on the right hand part of the staff. The left hand plays uniformly one octave beiow the

right. Fingering above the notes for the right band and below for the left,
First moderato form. Rhythm I. .'= 138. Material No. 4.
nght Hand.
2 3 etc. 3 2 ete. FINE.
2 3 etc
Lefl Hand .-\n octave lower than wntten

Caution.—Be careful to give the rests their entire value.

Sec. 19. The mild staccato touch is a modified form of the
elastic. This touch detaches or separates the tones in accord-

ance with the degree and rapidity with which the fingers are

Ficure

flexed. There are other kinds of staccato touch which consist
in partially contracting the muscles of the hand or wrist, and by
means of which short and crisp tones may be produced ; but as
these are of minor importance in connection with the two-
finger exercise, they do not receive attention here, further than
to remark that in all of themn the attack alone is made, without
the pressure. Two kinds of the mild staccato touch, differing
but slightly, are used in the two-finger exercise. The most
important and useful of these is effected by a slight and almost
imperceptible flexion of the finger-tips at the moment of contact
with the key. This sliding or caressing touch is exceedingly
effective in the performance of very rapid passages, the tones
resulting therefrom being so uniformly and distinctly clear and
musical as to suggest the simile of a ““string of pearls.”
has given rise to the expression, a ** pearly touch.”

used in the velocity form, the degree of finger flexion is so

F1cUurE 4, 6.

slight as to be hardly perceptible to the eye. The other form
of the mild staccato is used in passages of such extreme rapid-
ity as to preclude the possibility of finger flexion, and is
effected by moving the finger by means of the metacarpal joint.
To attempt to illustrate these forms of touch by a picture is not
rasily practicable, but some idea may be obtained from figures
4, a and 4.

This .
In the per- ]
formance of very rapid scale and arpeggio passages, and also as

In figure 4, 4, the fourth and fifth fingers of the right hand
are represented merely for the sake of variety.

To acquire the mild staccato touch requires in the beginning
more of a mental effort, and it is well to keep the general idea
of finger flexion in mind during a part of each practice hour,
and to apply it in different degrees, not only to the fast forms
of the two-finger exercise, but. where it may be employed to
advantage, to rapid scale and arpeggio passages as they occur
in pianoforte pieces. One of the most efficient aids in master-
ing this touch is the daily and continued practice at short inter-
vals of the following old-fashioned exercise. Try to play rapidly
and make each and every note clear, crisp, and distinct. The
degree of finger flexion will of course, vary in accordance with
the different rates of speed.  See figure 4, a, illustrative of the
finger lexion adapted to this exercise.

Acec. of 125, Right hand. Ascending. Ace. with 4th or 5th finger.
4321 4321 ete.
n 5432 5432
| >}
@-’*z==:==:== e cte
soee oS- “‘L‘_ P
4392 1 4321 2“
4
Lc.ft hand Au octave lower
Acc. of 125, Descending.
. 4321 4321
Right =32 5433 °©
T
Left. 4321 4321ebc. S —
5432 5 2
Descending

The best and most complete results accrue from the varied
accentual treatment of this exercise, for by such treatment each
finger is compelled in turn to put forth a greater degree of
muscular action than its fellows. In this way a habit of atten-
tion to the most rudimentary principles of dynamics is engen-
dered. a differential touch is fostered, and matters of light and
shade, by means of rhythm, meter, emphasis, etc.,—all necessary
factors of a finished style of phrasing and interpretation,—are
gradually assimilated and cultivated up to a point of artistic
dev elopment The following examples illustrate in some degree
the variety of forms which result from accentual treatment:

Acc. of 4s. Ace. with 4th or 5th finger.
. 4 3 21 4.3 21
Right. . ete.
n 5 4 3 2 5 4 3 2
[ <) | I
c R — | -] o | ctc.
Izg;_% e sss SeOe oeeet
Leit 483 21 4321
4 3 2 5 4 3 2 :
Left hand
Acc. of 48. Acc. with 3rd or 4th finger.
Right. 4 8214 321 .
5 4 3 2 5 4 3 2
d e | e z::i etc.
S g GG g e ee e e
Left. 4 3 2 1 4 3 21 ete
3 4 3 25 4 3 2 ’
Right hand Acv with 2nd or 3rd finger.
Right. 4.3 43 21
5 4 3 2 5 4 3 2
NrEE—es— ==
—_ — [ 4 [ |
B — e _:'L o L_dﬁd_d_‘_L_‘_‘_i__tE
Left 4 3 2 1 4 3 2 1 ete
5 4 3 2 5 4 3 2 "
Left hand.
Ace. with 1st ()r 2nd hnger
Right. 4 3 2 4 3 2 1
h 5 4 3 2 5 4 3 2
— —}—5——:—'—&—*
{—8 S e g_i;i_E,:::r
eft 4 3 2 1 4 3 2 1
5 4 3 256 43 2
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Faithful practice of the foregoing exercises secures to each
finger an equal amount of discipline. The practice may be
varied by working a part of the time on the following exercise.

Apply similar treatment to groups of 8, thus:

Right. Acc with 4th or 5th finger.
g 21 4321 &
A 5 4 32 5432 b )
F2—2 E
D= e  — ete.
Vo e d e seee © YV
Left. 4 3 2 1 4 3 2 1 4 e
5 432 5 43 2 5 ’

Acec. with 3rd or 4th finger.

. 4 3 21 4 3 2 1 4
h Right. 325432 5 °°
E%%#»‘r—? e et
D S S TR e e e d—d“ﬁ d‘f""‘c“
Left 4 3214321:1_ ete.
5 4 3 2 5 4 3 2 6

Ace. with 2nd or 3rd finger.

iR’ht
'€ 43 2143214““'

t@i—* S= = = =& =n

o o e Pe I eI
Left. 4 3 2143 214
5 4 3 254 325 ’
Ace. with 1st or 2nd finger.
43 2 1 43 2 1 4
“R'ght543254323‘3tc
_—f Y [ e —-—-—
i= T S e e
o o e e e VY I
Left. 4 3 2 143213etc
5 4 3 2 5 43 25

Apply the accent in similar fashion to all forms of triple and
compound triple measure. Many other figures are well
adapted for similar treatment, especially the following, viz.

4321

tht—5432
o —

— @

:l—o—.rﬂ—o o ‘_ g —‘E
12 3 4_ %

2 3 4 5

In fact, these are more easily played than the others, because
in more comfortable hand position. They should be practiced
in ascending as well as descending form.

Legato and Mild Staccato Touches in Alternation.

Second moderato form. Rhythm T Ace. of 4s. J=138.
Right. Material No. 6.
3 3 2 3 efc 3 3 2 3 2 et FINE.

E e o e e it 1
? _j__,w,,:;t:{:;_ J—‘—E'—Lt—‘_l%f*_,_,_l g—

2 3 2 3 ete

ete. 2
Left

FOURTH GRADE.

First fast form. Rhythm I. Ace. of 8s. J= 96 to 120.
Right.
2 3 2 3 etc

Material No. 8.
FINE.

S o 11 H
i — o — i ——&—
oiem e e

Second fast form. Rhythm I. Acc. of 16s. J: 96 to 120.
Right. Material No. 10.

2323 et FINE.

92 ¢

Left

Practice all of these and the following forms a part of the
time with the mild staccato touch exclusively. (See Section 19,
figures 4, 2 and 4.) Do not neglect the legato touch.

Third fast form. Rhythm I. Ace. of 12s. ¢ = 96 to 120.
ngl}t. ete ete Material No. 12.
E n__2323 . 233232 .
S e oma Y :
= Ess
232 322323 ete
Lert

==

- '““"Zd’
FINE.

==

%} R

Apply various degrees of force to all of these fast forms, as
well as to the moderato forms. Play many times in succession
Jorte, then mezzo, afterward piano and, finally, pianissimo, as
delicately as consistent with clearness, accuracy, and precision.
Play rapidly, lightly, and delicately. Practice also with uniform
distinctness and elasticity. Be sure that the accent on the first
part of each measure is unmistakable.

Another very useful way of practicing i1s to make a well-
graded and continuous crescendo throughout the ascending
passage and a corresponding diminuendo in descending. Do
not hurry the time while making the crescendo. Give equal
attention to the legato and to the mild staccato touches.

Apply alsc to other melodic formulas, such as Nos. 28, 33,
86, etc.

Sequances for Daily Practice.

Sec. 20.  The best possible results of the daily practice will
be attained only when the different varieties of touch have been
combined in the proper proportion and the due balance main-
tained between slow and rapid playing—the former conducing
to strength and certainty, and the latter to lightness, celerity, and
brilliancy. In effecting combinations of this kind it is to be
observed as an invariable rule that slow movements make the
best possible preparation for the fast ones which are immedi-
ately to follow. Repose is induced, and inaccuracy and slovenly
execution avoided. The skilful trainer of a horse, on taking
the animal out for exercise, permits him to walk or trot slowly
for a while, in order to ““warm him up” gradually, before put-
ting him to the top of his speed. The muscles in this way
receive the best and most thorough preparation.

After the movements of the fingers become thoroughly facile,
natural, and easy, much of the time may advantageously be
given to the fast forms, as is more fully explained in the direc-
tions for sequences following. Remember, also, that to play
rapidly does not mean to play hurriedly. Hurry in playing
must be vigilantly and unremittingly avoided. Quietness of
motion, and complete repose in action, must invariably be the
rule, even in the swiftest movements. In order to assure the
proper combination of forms and grades of speed in the daily
practice, the sequence pattern has been devised, the general
plan of which is illustrated in miniature in the short exercise
following :

SEQUENCE MopEL.—This is much the best form for beginners.
When thoroughly mastered, extend the compass so that it
embraces nine tones, as in the examples which follow later on,



where the two-finger exercise is applied to the diatonic scale.
Repeat the following exercise throughout the four grades
several times in succession without interrupting the time.

THE FIRST RHYTHM.

Sequence Model. Rhythm 1.

Right hand. 1st slow form. '— 76 to 100.

3-2 ete

Material No. |, in half notes.
etc.

e > M — —
%._g._ ——wo o g—u | =
3 2 3 2 et 23 2 3 et
Fast form
" 2 3 2 3 ete 3 2 3 92 etc Material No. 8.
— = === _—=====
3 2 3 2 ete 232 3 et -

In order to avoid any interruption in the regularly succeeding
grades of speed, the following form has not been included in
the foregoing sequence. It is of great use, however, on
account of the close connection effected between the two
fingers, and it has a strong tendency to improve the legato
touch. It is especially useful for beginners and children, as it
facilitates their binding of the two tones. It is, therefore, added
as a supplement to the series.

Fast form. Material No. 4, in 6th notes.
n 23 2 3 ete 32 32 ete
= g— e e
et g g gt
2 32 ete 23
THE SECOND RHYTHM.
Sec. 21. By ‘“second rhythm ” is meant a reversal of the

order of touches as well as accents in the two-finger motive.
In this second rhythm the accent falls upon the staccato tones
with which the measure begins, and is made by the flexion finger.
In the first rhythm the accent is made in large degree bv the
arm and shoulder. In the second rhythm it is produced mainly
by the flexion of the finger, though the mechanism of the muscles
differs somewhat.
Observing this difference, the directions given for the two

varieties of touch used in the second slow form of Rhythm I will
suffice for the corresponding touches in Rhythm II.

Skc. 22. The two fundamental forms of touch which have just
been described are of equal importance, and should receive daily
attention. The practice of either one of them separately and
to the exclusion of the other, if persisted in for any length of
time, would doubtless prevent the most favorable results. When
used in companionship they compensate and assist each other,
and there is brought into action a correlative and reciprocal
influence which prevents the preponderance of either extreme.
The hammer-like touch proceeding from the metacarpal joints
has its use and can not be altogether dispensed with; but the
hard, harsh, and unsympathetic tones it produces when used
exclusively will be made tender and beautifully sympathetic by
subjecting it, in proper degree, to the softening and mollifying
influences of the elastic principle.
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Sec. 23. The slow, moderato, and fast forms for the second
rhythm here follow. The touches are precisely similar to the
same forms in the first rhythm, excepting that they are reversed
and the place of the accent is changed.

Forms of Exercises for Rhythm II.

Clinging Legato Touch and Elastic Touch in
Alternation.
Second slow form. Rhythm IL. J=96.

Right. Material No. 3.
3 2 ete FiNE.
NES - 1“:1 _E;_t =
ﬁ:Ej' >4_ SN —!_ __‘_Hj—&ﬂxiﬂ
;E*ﬂ EEE e
\,.
2 3 2 3 ete.
Give each pair of fingers faithful practice.
First moderato form. Rhythm II. j= 138.
Right. 3 Materia’ No. 5.
2 2 te. 3 5 - INE.
@:‘% S
-
. .
3 3 2 3 2 te. te.
Left. ¢
Second moderato form. Rhythm IT. J=138.
Right. 3 3 2 MaterlalNo 7.
n 2 23 2 3 et s etc. FINE.
— e e ——*Hr>‘::‘_ﬂ
azn_tﬂﬂd‘rdi._._‘_'_ —
3 372 372 et 2 2 3 et
Lex. . 2
First fast form. Rhythm II. Acc. of 8s. o = 96 to 120.
Right. M sterial No. 9.
n 3 2 8 2 3 ete 3 3 2 etc. FiINE.
__—H-A’_ H - ﬁ
P - 4_,_ —H— ;JL_._" -\
2 3 2 3 2 et 2 2 3 3
Left. € ete
Second fast form. Rhythm IT. Ace. of 16s. J= 96 to 120.
Right. Material No. II.
A 32323etc 3323 2 ete ) INE.
ﬁﬂﬁ_E:_méﬁ#: ——
S ey et TR o, I
23 23 2etc. 2232 3 etc. '
Left.
Third fast form. Rhythm II. Ace. of 12s. J: 96 to 120.
Right. Material No. 13.
n 32323 et 233232etc .

-

23 23 2 ete.
Left.

SR mE

0
A4

3 2232 3 ete.

e RR PP, ] ——
I;@_:;tn oo %L“u ’—‘-:_H_, |
J ——— \/3

The second rhythm may also be carried out at this stage in
other melodic formulas, such as Nos. 29, 31, 50, etc.

Sequence Model for Rhythm II.

Sec. 24. Rhythm Il is to be carried out in sequence forms
corresponding to those already given for RhythmI. The follow-
ing is the pattern. Repeat several times in steady time:
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1st slow form. "= 76 to 100.
Right hand.
2

Material No. I, in half notes

n 3-2 3-2 etc 3 2-3 2—-3 ete
| - I r . —— I ! T ] — T F
ettt —=—t—= ——F
3 L — | ) 2 L= | S ) | D) | -
J (=4 = = (=4
3 2-3 2-3 ete 2 3-—-2 3-2 ete.
Left hand.

2nd slow form.
3 2 C. Material No. 3.

N 2 2 3 2 3 et 3 3 et
— ] —F T T
= T
4 - - "~ -9 ~
3 3 2 3 2 et 2 2 2 ete

3

Moderato form. Material No. 7.

2 2 3 2 3 ete. 3 3 2 3 2 ete

Not included in the preceding, but extremely useful for prac-
tice. (See the final exercise in Section 20.) :

Fast form. Material No. 4, 16th Notes.
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Sec. 25. The student having faithfully mastered the various
touches thus far given, and having learned how to combine them
into sequences, may, at the discretion of the teacher, be directed
to practice the individual forms and sequences in any of the
melodic formulas given in the Material, Nos. 1 to 74.

The consideration of advanced elements of touch, according
to the directions upon the following pages, may be deferred
several months, or even longer, at the discretion of the teacher.
They should, however, all be mastered before completing the
fourth grade of studies, after which they should enter into the
daily practice in fair proportion, according to the needs of the
individual pupil.

PART SECOND. ADVANCED ELEMENTS IN TOUCH.

Sec. 26. The Triceps.—For many years the writer has
been conscious of elements of touch which were not explained
in any of the works upon piano technics known to him. These,
moreover, were precisely those elements which impart char-
acter and nobility to the tone, and are the main dependence of
the artist in all moments of serious, elevated, and earnest play-
ing. Some of them were formulated and embodied in the
earlier editions of “Touch and Technic,” under the name of
Arm Touches, and most of them he had been in the habit of
using in his private teaching for many years previously.

More recently, however, he has been able to arrive at nearly
the precise muscular action entering into one of the most im-
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portant and universally employed of these elements of touch,
the details of which are here explained in print for the first time,
to the best of his knowledge.

The triceps muscle is located upon the outer part of the
upper arm, a little nearer the elbow than the shoulder, as
shown by the hand in the illustration. Its action may be traced
as follows:

Place the left hand on the upper right arm, as shown in
figure 5. Then, with the fingers of the right hand resting
lightly on a table or keyboard, give a slight push, the impulse
coming from the upper arm, followed by a complete relaxation

of all muscles. The contraction of the triceps muscle will be
distinctly felt by the left hand.

Still retaining the left hand on the arm, produce a tone on
the keyboard by means of a pushing touch of this kind, making
the contraction brief, and leaving all the muscles relaxed.
The contraction of the triceps will be felt as before.

Now, removing the left hand, produce a strong touch in the
same manner as before, and if the sleeves are not too loose,
the motion of the triceps muscle will be visible to the eye.

Finally, producing tones in the same way, try to realize the
contraction of the triceps by the muscular sense alone, which
will not be difficult after a few trials.

These experiments progress logically. First, the player feels
the throbbing of the triceps with his hand ; then he sees it with
his eyes; and, finally, he becomes conscious of it by the muscu-
lar sense alone.

The Scapular Muscles.—The scapular or shoulder muscles,
situated in the shoulder blades or upper back, exert an impor-
tant influence in the production of a full, sonorous and musical
tone. Elasticity and freedom of movement in these muscles
will tend to dispel all harshness of tone. In order to develop
them any exercise consisting of large detached chords, such as
exercise 112, Volume IV, page 23, may be used. Play at a
moderate rate of speed. Briskly close the fingers on the keys
of each chord with a sudden push and a determined shrug of the
shoulders, followed by immediate and complete relaxation. If
done in the right way, this exercise will be found peculiarly in-
vigorating and refreshing, as it brings all the muscles of shoulder,
arm, and hand into brisk action and full co-operation.

Sec. 27. The highest service which the proper use of the
arm and shoulder muscles renders is in the capacity of a guide,
for their influence quickly *“leavens the whole lump” of the
muscular system; it penetrates, pervades and vitalizes the entire
action, and accomplishes more in bulk and in detail in the devel-
opment of a temperamental touch than is possible in any other
way. The feeling of restraint common to most players at a
certain stage is quickly counteracted and overcome, and a sense
of suppleness, ease, and repose takes its place. Playing ceases
to be a labor and becomes a joy. The relaxed and limber con-
dition of all the muscles gives a rare sense of exhilaration; the
whole muscular movement becomes at once free and powerful,
like the flight of a bird.

As applied to the “Clinging Legato” touch (see Section 14,
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Vol. 1) the triceps and scapular muscles are exceedingly usetul |

when that touch, as is commonly the case, draws upon the arm
for the elastic quality; also in all forms of the up-arm touch
and in all cantabile passages when the tone is produced with-
out preliminary raising of the fingers; also in all tones produced
by a springing motion backward from the keys.

It is the neglect of this entire class of touches which renders
the technic developed solely by finger-falls so dry, inoperative,
and unsatisfactory as concerns character. It is desirable that
the pupil should become familiar with this element in touch very
early in the course of instruction.

ARM TOUCHES IN GENERAL.

Sec. 28. Although artists have always and necessarily
drawn upon the forces of the arm in bravoura and brilliant
passages, as well as in all melody playing involving a deep and
broad tone, the true functions of the arm have not been
recognized and formally stated, so far as known to the author,
until the publication of the present work in 188g. There are
three typical conditions of arm in touching, which, from the exer-
tions most easily securing them, may be called the “down-arm,”
the “up-arm,” and the “relaxed” or “devitalized” arm.

Sec. 29. Tue Dowx-ArM.— By “down-arm” touch is
meant that fall of the arm in which its weight supplies the force
actuating the keys.

PrEPARATORY ExERcIsE.—Let the pupil turn away from the
keyboard and permit the hand to lie upon the lap, resting near

the knee. Then, with an impulse from the upper arm, throw
h\.“
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rtie hand upward to a height of perhaps six inches, permitting
it to fall back again of its own weight, exactly as a ball turns
again and falls to the earth after having been thrown upward
into the air. This limp fall of the arm is the condition sought
in the down-arm touch.

Pracricar Exercise.—Turning back to the keyboard, let the
hand be extended above the keys at a height of perhaps three
inches, as represented by the dotted lines in figure 6, 2. Then
by act of will “let go,” withdraw the will from the muscles, and
the arm will fall inert, limp, freely of its own weight, exactly as
it did in the preparatory exercise, or as if in the condition com-

’

monly known as “asleep.” The second finger extended—each
finger should be used in turn—touches C, thus breaking the
force of the fall, and immediately after the touch is delivered,
the wrist in turn relaxes into a perfectly limp condition, and the
hand sinks into the position shown in figure 6, 4.

The force is always that of the weight of the arm, which falls
but is never struck down upon the keys.

Having gained complete control of this touch the distance of
the hand-fall must be lessened by degrees until the space
through which it falls is only a quarter of an inch, or even less.
Preserve carefully the same limp, muscular condition and add
to the weight of the arm by a push, the impulse of which has
its origin in the #riceps muscle in the upper arm, and can easily
be traced to that source by means of the muscular sense.

This form of touch is useful in many heavy effects, and the
condition of arm is an indispensable preparation for securing
proper development of finger power in later exercises.

Two ways of practicing this exercise will be found advan-
tageous.

First Way :—Play according to exercise ¢, the wrist sinking
into the second position, figure 1, 4, at the count “two.” Here
it remains until time to be ready for the next following touch.

Second Way :—Playing according to &, the wrist sinks imme-
diately after the touch is made, there being no perceptible inter-
val of holding between the attack and the relaxation of wrist.
This is the proper manner of making the touch ; the first way is
recommended as preparatory merely. This is a one-finger
exercise, but each finger may be exercised in turn.
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Sec. 30. Tue Ur-ArM.—The ‘“up-arm” touch is so

named because in making it the arm seems to spring bound-
ingly into the air away from the keyboard, and when properly
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made there is no sense of having delivered a finger-blow down-
ward upon the keys.

PreparaTory Exercise.—Place the second finger upon middle
C, the point resting upon the key but without in the slight-
est depressing it, as shown by the dotted lines in figure 7, a.
Merely feel the key with the finger, and in this sensitive but in-
operative contact retain it throughout the preparatory exercise.
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_et the hand and wrist be entirely relaxed, so that the
hand falls to the position shown in figure 7, 6. Then, still
retaining the sensitive contact of the finger-point with the key,
gently raise the wrist until it again occupies the position shown
by the dotted lines at a.

This alternation of up-and-down position must be repeated
several times with perfect looseness of wrist. When this is
secured, proceed to the touch itself.

Pracricar Exercise.—With the point of the finger in contact
with the key, the wrist in the down position, suddenly, with an
impulse from the upper arm, almost with a push, causes the
wrist and forearm to spring away from the keys, the point of
the finger delivering a strong blow as the expression of the
arm-impulse from near the shoulder (the operative agent being
the triceps muscle, Section 26), the hand and arm at completion
of the touch assuming a position like figure 7, 2. In the first
efforts the arm will sometimes rise without delivering the
impulse from the point of the finger, and no tone is produced.

In this case return to the exercises for the triceps muscle,
until its co-operation is assured, when the tone will follow the
touch without any active effort of the finger (which is not to be
shut or flexed), and a powerful tone will result. When the
up-arm motion is added to the action of the triceps muscle, as
in this exercise, the volume of tone is greatly increased.

This form of touch is extremely effective where great power
is desired in chords, heavy octaves, and the like, and it has the
further two advantages that it is remarkably free from liability
to false notes, and is accomplished with little effort as compared
with its tonal results. Use the same finger throughout.
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Sec. 31. Tue RELaxEpD ArRM.—By “relaxed” is meant a
condition of perfect limpness, suppleness, and limberness
throughout the arm, hand, and fingers, without resistance or
constriction anywhere.

PreEPARATORY EXercisE.—Allow one hand to hang listlessly
by the side; while in this position, shake it backward and for-
ward at first by pushing the upper arm with the other hand,
all the joints of the arm and hand being in a limp and unresist-
ing condition, so that the hand and fingers swing limply with a
wave-like motion as the impulse passes downward through the
length of the arm.

Second, swing the arm and hand in exactly the same manner,
but by means of its own upper arm muscles, without using the
other hand ; and be sure that the limp condition is not impaired,
and that the wave-like impulses propagate themselves down-
ward through the arm precisely the same as before.

Practical Exercise.—Swinging the hand in this limp condi-
tion upon the keys, play the following musical example with this
same limp touch, the impulse for each group of tones appear-
ing to come from the upper arm. The tone so produced will be
very light in volume and will be almost totally wanting in char.
acter, but the condition of arm while playing in this way is one
of the most important of all, since it is the indispensable
starting-point from which many of the finest nuances of phras-
ing and interpretation are to be evolved. It also has an
important bearing upon the development of strength and
responsiveness in the fingers. Observe the rests. (See also
*“Touch and Technic,” Vol. IV, Section 2.)

nb 33333 ete.

In this exercise the forearm will retain the position usual in
playing, 7. ¢., nearly level with the keys, and the fingers will be
a little straighter than in the usual five-finger positions. But the
feeling of the fingers and hand and arm must be as loose as
when it is in the position shown in figure 7, 6, that is, wholly
free from constriction or positive effort. In accenting the first
tone of each group there will necessarily be a slight muscular
contraction in the tip of the finger which falls upon the key.
Muscular relaxation instantaneously follows, and is again suc-
ceeded by muscular reconstruction in time for the next group.
In the same manner, play the fast two-finger exercises.

Sec. 32. THE Heavy Arm ToucHes ToceTHER.—A very
useful exercise results from carrying out the two-finger formula
by means of the down-arm touch upon the first tone, and the
up-arm touch upon the second.

Right.
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Sec. 33. Hanp Toucues.—In the free-hand touch the hand
moves upon the wrist with extreme pliancy, the finger delivering
the force to the keys. Contrary to the usual teaching of element-
ary books of technic, the impulse which comes to expression
through the hand motion has its origin further back in the arm,
and can never be correctly or effectively expressed by a motion
entirely localized in the hand. If, for example, the hand be laid
in the lap, and while the forearm remains entirely quiet the
hand be moved upward and downward, we have the type of
hand touch which is often taught as the correct method of play-
ing chords and octaves. This peculiar touch doubtless contrib-
utes in some degree to facile wrist motion, but it is not in
accordance with the mechanism of artists in playing chords and
octaves. The true touch, which has its origin further back in
the arm, will be obtained in the following manner, if the direc-
tions be carefully carried out:

PreparaTORY EXERCISE.—Place the hand upon the lap, near
the knee, and by means of an arm impulse throw it upward a
few inches, the forearm moving somewhat, but the hand more.
The wrist is entirely loose, and the hand falls back upon the
lap, limp.

Second, repeat the touch in the same manner, except that
now the hand is to be struck downward by an impulse from
the arm, the hand swinging loosely upon the wrist, like the free
end of a flail. This is the correct hand touch for producing
tones by means of a down-stroke. It is more arm than strictly
hand, but the motion differs from the arm touches proper in
being more active in the hand at the wrist, and less so in the
arm.

Sec. 34. PracticaL Exercise.—This touch, being mainly
applicable to rapidly changing chords, octaves, and double
notes, generally in a light and rapid movement, is most easily
acquired by an exercise in thirds, such as the following. Be
sure that the hand impulse and motion do not begin at the
wrist but come from the arm, the wrist swinging entirely free
and limp. The principal motion is that of the hand, but the



4w

a0

impulse originates in the arm. If the arm is held rigid, the
hand touch degenerates into the false form frequently taught,
as mentioned in the preceding section (33). Descend also.

Sec. 35. AxotuHer METHOD.—Mr. E. M. Bowman has devised
yet another method of attacking the first tone of the exercise
for elastic touch. It is called the stabbing touch, from the
method in which the finger springs out to make the attack.
The following description is in his own language :

PrepaRATORY PosiTioN. (To secure right distance from the
keys.)—Place finger on key in position shown in figure 8, a. In
this position it will be observed that the wrist and three joints

FiGure §, a.

of the finger are very slightly bent, so that the impression will |
be that from the finger-tips to the elbow the arm follows a large
This position yields the largest percentage of muscular -

circle.
control and elasticity.

Position 10 ATTacKk.—Keeping the arm from the wrist
upward, firmly but without stiffness in the same position as
above, close the fingers to a fist form, bending the hand at the
wristjoint upward and backward as far as possible. Close the
fist rather loosely, but bend each joint, assuming the position of
figure 8, 6. The hand is now ready for the attack. Summon-
ing all the energy, the key is to be attacked by returning, with
the utmost power and quickness of action, to the preparatory
position described above—figure 8, 2. In this action, therefore,
the wrist and three joints of the finger will be opened or
extended to a nearly straight, “very slightly bent’’ position; the
finger-tip will engage the key near the front end as if to slide
along it—a glancing attack. The motion is to be very quick,
the opening of the finger and thrusting it upon the key following
so rapidly one upon the other as to constitute but a single act.

Cattion 1.—Do not extend the fingers prior to the action at
the wrist, else the attacking finger will fall vertically on the key
with a percussive effect. This must be avoided ; the glancing
attack 1s an important feature for the reason thatit concentrates
an effort on the flexor muscle of the nailjoint which speedily
strengthens that joint in the development of a virile touch, and

fortifies it against the collapse common to weak fingers. In-
deed, this application of the two-finger exercise was invented
to conquer that very weakness. It need not beadded that it is
also an extremely valuable aid in the development of a versatile
touch.

Until strong enough to resist collapse, time should be taken
after each attack to flex the finger back into the “slightly

Ficure 8, 4.

curved”’ form directed in Preparatory Position. This is im-
perative. It is the speedy way of preventing the collapse
altogether.

Conclusion.—In returning to the “fist” position, figure 8, 4,
for the next attack, the contiguous finger is to complete the
phrase by means of a mild form of the elastic staccato, like
that described under figure 2, only less vigorous. This act
and the pause between attacks, with loosely closed fist, con-
stitute the period of recuperation preparatory to the next on-
slaught.

Cavtion 2.—The arm during the attack wust not move, bu*
remain firmly in its place. lIts only function is () to supply an
immovable support to the hand during the attack and (4) to
carry the hand laterally to the next key. Owing to the neces-
sity of time for recuperation after the vigorous effort incident to
this touch, the metronome movement of about 52 to a quarter
is recommended as on the whole advisable.

Apply to musical example No. 2.

Sec. 36. An exaggerated form of the elastic touch should
be frequently used in practice; it produces excellent results.

Ficure o.

In this exercise the flexion is not confined to a single finger
or pair of fingers, but in delivering the blow the whole hand
is quickly and tightly closed in the form of a fist. The
muscles of the wrist are also included in the act, and as the
blow is completed the hand is drawn in toward the arm, causi.
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the wrist to rise slightly, assuming the position shown in figure
9. This full and complete flexion is especially effective in
certain chord passages, and produces a quality of tone attain-
able in no other way. (See p. 23, Vol. 1V, of “Touch and
Technic.”)

Observation on the Relative Value of the Touches.—The
question will naturally occur to the new student of the system
as to which of these different manners of playing the elastic
touch exercises is to be preferred. To this the answer is,
all are to be practiced. At first the arm forms are to be used,
for one or two lessons, or longer if the pupil does not
readily fall into the free uses of the wrist and arm therein
employed. Then the hand touches with the finger elastic are
to be taken, and both forms carried forward together for one
or two lessons. When these are well done, Mr. Bowman’s stab
touch may be added, since it is intended to reinforce the strength
and endurance of the fingers to a desirable degree. The extreme
flexion, shown in figure 9, is only for partial application ; but
used moderately ithas an admirable effect, and gives a firmness
and grasp to the touch beyond that of any of the preceding
forms of touch.

Perhaps a good way of dividing the practice would be for
the slow forms to be played twice through with the arm elastic
touches ; then twice through with the hand and finger elastic ;
then once with the Bowman *stab” touch, and once through
with the extreme flexion shown in figure g.

Sec. 37. Pusn axp PurL.—From another point of view all
varieties of piano touch may be classified as those produced by
a “push” or a “pull,” according to the manner in which the
fingers attack the keys. The orthodox finger touch is properly
a ““push ” touch, since it is made by a sort of push of the finger.

Opposed to this are all forms of the elastic touch, to be here
after described ; they all partake of the character of a “ pull,”
the touch being effected by means of a drawing-in of the fingers
toward the hand. In strict mechanical accuracy all touches
must be produced by means of some sort of a blow upon the
keys, in which the elastic touches are included as well as those
which have the general aspect of “push” touches. But there
is such a radical difference éefweer. the condition of the levers
and the muscles actuating them when the touch is delivered
in the form of a “blow” or “ push”’—and a touch of similar
amplitude produced by the corresponding form of the “pull”
touch,—that the student can not too soon learn to distinguish
the one from the other. In all forms of the “pull ” touch, the
levers of the hand and arm are disposed in lines well suited to
elasticity ; and at the same time the muscles are in a corres-
ponding condition of elastic and vital tension. The touches,
therefore, immediately show their differences in the resulting
tone-quality.

The daily and long-continued use of the elastic touch results
in such a habit of muscular suppleness, pliancy, and flexibility,
that the hardness of tone-quality characteristic of the rigid
hammer-touch will never be unduly manifested, because tem-
pered by a counteracting influence. .

In certain forms of immaturity of touch, where there is a dis-
tinct lack of positiveness, the push form may be assumed for
a little time, since in this form the impulse comes so unmistak-
ably from the upper arm that a positive tone-quality follows
almost immediately upon the effort to produce it in this manner.
Just as soon, however, as the desired positiveness of tone-quality
has been attained, the elastic types of touch must be resumed
in the practice, because in them are involved all the peculierly
musical qualities of the playing.

PART THIRD.

MATERIAL.—VARIOUS FORMS OF THE TWO-FINGER

EXERCISE FOR PRACTICE.

The following examples illustrate the application of the two-
finger principle to various melodic formulas, such as the diatonic
scale, broken thirds, double thirds, chromatic scale, the black
keys, arpeggio of the diminished seventh, double sixths, and
octaves. Only a small proportion of the exercises resulting
from metrical treatment of these various melodic formulas are
here presented. The teacher will find it easy to devise a great
variety of forms following in general the patterns given in Nos.
I to 74.

The system of treatment is alike in all, excepting that the
exercises in broken thirds are almost universally treated legato
instead of being phrased in the usual two-finger manner. This
affords a variety of finger-training, taking the place of the five-
finger forms once so popular.

The slow forms are played with elastic finger or arm touches
and with breadth, dignity, and depth. All the fast forms are to
be played after the manner described in Section 18. The move-
ment may be faster or slower, at pleasure of the teacher ; but
the general character of looseness, lightness, and crispness is
always to be maintained. Itis of the utmost importance that
the practice be varied not alonein speed and by the selection of
various forms, but also in degrees of force, tone-quality, and ex-
pression.

EXPLANATION OF THE EXERCISES.

Sec. 13. The two-finger exercise is so named because its
ienlication is confined to two fingers at a time, and these are
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used in pairs. The corresponding pairs in both hands are used

together, thus :

Righthand, . . . . . . . . 1I=2 2-3 3-4 4-5
Lefthand, . .. . . . . .21 3-2 4-3 54
Each hand should be exercised separately as well as both hands
together.

This method of using the fingers in pairs may be adapted to
an almost endless variety of scale and arpeggio passages, but
as used in this work the application is confined mainly to the
white keys of the pianoforte—thus, to the scale of C major.
Examples are also given of its manner of application to the
chromatic scale and to the black keys of the instrument. All
of the exercises excepting the first appear in two rhythms, which,
for the purpose of classification, are called Rhythm I and
Rhythm II. These two rhythms seem at first sight to be very
nearly alike. In re lity, cne is quite the reverse of the other,
and necessitates a different action of the muscles. It will be
observed from the names of the different forms comprising the
series which follows, that a graduated increase in the rate of
speed is included in the general design, viz.:

No. 1 is the first slow form, and is designed exclusively for
the clinging legato touch.

Nos. 2 and 3, Rhythms [ and II, are included in the second slow
form and vary as to rhythm. They are intended for the use of
the clinging legato and the elastic touches in alternation.

Nos. 4, 5, 6, and 7, Rhythms I and II. These are moder-
ato forms, but in their use the rate of speed may be varied in
accordance with the player’s judgment.



19

Nos. 8% to 13 inclusive, Rhythms I and II, are fast forms,
varied in measure by means of accentual treatment.

Nos. 14, 15, and 16 are in triple measure and combine both
rhythms, They should be practiced at various rates of speed.

Nos. 17 to 22 inclusive, Rhythms [ and II, with derivatives, are
ve.ocity forms.

No further directions are necessary than to urge the distinct
indication of the time by especially accenting the tones which
fall on the first part of the measure.

BIRD’S-EYE VIEW OF THE TWO-FINGER
EXERCISES.

Sec. 39. The present volume contains the two-finger exer-
cises applied as follows :

1. The Diatonic Major Scale . . Nos. 1toz22
2. Diatonic Broken Thirds, . . Nos. 23 to g0
3. Diatonic Double Thirds, . . Nos. 41 to 45
4. Chromatic Scale, . . Nos. 46 to 50
5. Black Keys, . . Nos. 51 to 55
6. Diminished Seventh Chord . . Nos. 56 to 64
7. Diatonic Sixths, . . Nos. 65 to 69
8. Octaves, . . . . Nos. 70 @ 74

Other exercises for two, three, and four fingers :

9. Graded Shake- or Trill-Exercise, . .
{ The Mordent, }
1 The Inverted Mordent,

. Nos. 75 to 78

10. Nos. 79 and 8o

Of these, classes 1 to 5 belong to the two-finger series

proper; classes 6 to 8 belong to the octave school, having for
their more immediate object the training of hand-solidity, and
so of octaves and chords, as distinguished from finger facility,
which has more immediately to do with passage work and
melodic playing.

these exercises in the practice of a single day. The thorough
practice of the exercises of any of the first five classes, carried
out in sequences of one or both rhythms (see Section 20) will
be enough for one day. This will occupy from seven to ten

1st. THE Same Parr of fingers must be carried throughout
the entire SERIES before beginning with another pair.

2d. Strictly observe the OrDER in which the exercises succeed
one another.

3d. Apply the Ricur ToucHh to each form.

The first condition is in order that one and the same set of
muscles may receive full treatment before beginning with an-
other set. The treatment consists of very slow motions fol-
lowed by a gradually increasing rate of speed until the maximum
degree is attained in the velocity forms. This course insures
the most orderly development of elasticity and the muscular
power of endurance.

The second condition is in accordance with the same principle
of passing by gradations from slow movements to fast ones.
The third condition is a matter of course. It goes without say-
ing. too. that strict accuracy in keeping time is absolutely and
invariably necessary.

The musical examples in the preceding part of this work are
confined to the white keys, and, with four exceptions, to a com-
pass of five degrees, extending from C to G inclusively. These
short forms, or models, are both easily understood and admira-
bly adapted for purposes of illustration and practical applica-
tion. Progress in skill and facility will be much more rapid and
complete if beginners, as well as those who are novices in the
two-hinger exercise, confine themselves to these abbreviated
forms until they have been diligently practiced and thoroughly
mastered. The compass may then be increased to nine degrees,
—thus from C to D above the octave, as is the case with the
exercises which follow under the heading of “MaTer1AL,” “Two-
Finger Exercises, Diatonic Scale,” beginning on page 21. All
of these forms may and should be transposed to any key, or

~adapted to any arpeggio or broken-chord exercise, and the pic-
~ torial illustrations in the letter-press part of the work, although

4 . ) * all representing the C position, will serve equally well for trans-
The student is cautioned against undertaking too many of

minutes in all, carrying each pair of fingers in turn through the °

sequence selected. If octave preparation is desired, a similar
sequence may be founded upon one of the classes, s, 6, or 7.
sequence of this kind will add about four minutes more to the
total time required in this department of the practice, and the
student thus arranging his daily work will presently find that
not only has he gained immeasurably in facility, and in depth.
sweetness, and quality of tone, but that he has also acquired the
entire technical apparatus for fine phrasing, in consequence of
which he will be able to play, in an attractive manner and with
very little difficulty, compositions which previously had seemed
uninteresting or at least difficult.

MANNER OF PRACTICE.

Sec. 4o. The best results depend altogether upon the
manner and quality of practice. In this connection three con-
ditions are of special importance and must invariably be ob-
served. These are:

* No. 8 (without accentual treatment) was a favorite of Liszt and Tausig,
and constantly used by them in daily practice. Liszt frequently recommended
its use to his pupils, especially as applied to the chromatic scale. The idea
of increasing its usefulness by applying different kinds of touch, and presenting
it in rhythmic forms, as also by means of accentuation, occurred to the author
of this work some forty years ago, and he has since then kept it in constant
use in his private teaching, invariably with the most beneficial results, (See
Introduction.)

A

positions.

The compass of the exercises in the “MATERIAL” may be yet
further extended at the will of the player, and made to embrace
two, three, four octaves, or more.

HOW TO PRACTICE SEQUENCES.

Sec. 41. The sequence is to be carried out with each pair of
fingersin turn, at first beginning with the stronger fingers, every
day ; but not forgetting to apply to the weak fingers a larger
number of repetitions of the entire sequence. Sometimes better
results are obtained by beginning the daily practice with the
weak fingers. Observe that it is an integral part of this system
to carry one pair of fingers entirely through the sequence, with
all its grades and repetitions, before takmcr up another pair of

‘ ﬁncrers

It is not expected that children and beginners will be able
immediately to accomplish the four grades of speed completing a
sequence. At the outset, and for a while, three will suffice
until the fingers have gained in power and adaptability. The
tempo of the slow grades may be taken a little more rapidly
in such cases, but the exact ratio between the grades must be
scrupulously observed from the very first. The fourth grade
should be introduced, however, at the earliest moment possible.

Note Concerning the Broken Thirds—The broken thirds
afford finger discipline in two different directions, and in order
that the student may not miss either of them he will do well to
vary the manner of constructing the sequences upon them.
For example, by taking a sequence composed of Nos. 23, 24,
and an_eighth-note form of No. 28, followed by No. 28 itself
phrased in pairs, the finger- and touch- -training will be of *h¢
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same kind as in all other forms of these exercises, with the
.mportant addition of separating the fingers. A sequence com-
posed of No. 23, played as it is, and quarter-note and eighth-
note forms of No. 28, followed by No. 28 itself, all played with
the pure finger legato, clinging in the slow forms and lighter in
the last forms will be found to possess all the advantaoes of
the venerable “five-finger exercises” so highly esteemed by
many teachers. In his own teaching, the author has generally
made use of a combined form of sequence, composed of
Nos. 44, 45, and 49, carried out in two degrees of speed, and
as if written first in eighths and then in sixteenths.

Exercises Nos, 17 to 22 Inclusive. Velocity Forms.

SEc. 42. A well-known proverb warns us that “haste makes
waste ;”’ another one cautions us to *“make haste slowly,” while
a third urges and incites us to action, viz., * nothing risked, noth-
ing won.” These adages are in nowise conﬂicting or contra-
dictory. They all express truths of equal importance, and the
aim must be to accomplish their happy union in action and prac-
tice. Having passed by gradation from slow motions to fast
ones, it is next in order to increase the speed to such a degree
as to involve a positive risk in each effort. In the slow forms
each single movement of the finger, or each separate tone
produced by the finger-blow, may be called the unit of thought.
As the speed is increased, the unit of thought includes a group
of motions or tones, and these groups grow larger by degrees.
A group of tones or series of motions is, therefore in this sense
a unity, and is practically carried into effect as by a single
volition. In the velocity forms here used, the smallest group
consists of five notes. The germ of this principle has already
been foreshadowed in the first moderato form of the two-finger
exercise, Rhythms I and II, which contain two notes in each
group. (See Musical Exercises at the end of Sections 18, 20,
and 24.) Before making the attempt to play, let the thought
run through the entire group, concentrating itself on the final
note; or, in other words, take aim at the final key of the group
as at a target. Remember that the effort is in the nature of a
risk, and rush ahead accordingly. If a failure occurs, try again
from the beginning. Precautions were in order when practicing
the slower forms, but now risks must be taken. There is no
time to stop and aim over again in the middle of the passage.
It is like throwing a stone at an object a short distance away.
The direction of the stone cannot be changed after it leaves the
hand. Nor in the act of jumping does one first take the leap
and afterward, while passing through the air determine the place
of alighting. The eye distinctly takes in the objective point
before undertaking the jump. The preparation, the aim, and
the effort constitute the unit of thought. While, however, a
positive risk is taken, and without Tesitation, be careful to
avoid any blurring or telescoping of the tones intervening
between the first and last ones of the groups, each and every
one of which must be perfectly distinct. In practice, these
groups are to be repeated many times in succession, laking care
lo observe the rests between the groups. The importance of
these rests can hardly be overestimated, not only in the oppor-

tunities they afford for discipline in increasing the feeling for
strict accuracy in time-keeping, but because they give time for
the mental concentration which should necessarily precede the
act about to follow.

Place the hand in position. Take aim at, and fix the thought
mainly on, the final key of the group. Take the leap,-——glvmga
secondary thought to the intervening keys,—and snap the finger
off of the last one, using the extreme elastic touch, as accom-
plished by complete ﬁ.xger-ﬂexion. Probably success will not
be achieved until after repeated trials. But remember the prov-
erbs and try again. Persistence, if careful and not thoughtless,
will succeed in the end. (See Section 7.)

The Mordent and Inverted Mordent Exercises.

Particular attention is requested to the Mordent
and Inverted Mordent exercises. (See Material, page 28,
Nos. 79 and 80.) These are to be practiced both as two- ﬁnger
and as threefinger exercises, and especially in the latter form
they are wonderfully serviceable in limbering, individualizing
and strengthening the fingers and particularly the metacarpal
joints. On account of the position which they here occupy,—
being on the last page of the book,—they are liable to be over-
looked and their great usefulness may easily be underesti
mated ; the author therefore wishes especially to emphasize the
fact that he regards them as being fully as important in their
way as any exercise in this work. Those who practice them in
detail with patience. persistence. and perseverance, although for
comparatively a short time each day, will be surprised and
gratified at the results attained, for their beneficial influence in
finger and hand movements can hardly be overestimated.

SEc. 43.

Relation of these Exercises to the Technic
of Phrasing.

Skc. 44. The attentive student will presently observe that
the different touches comprised in these exercises afford the
technical resources necessary for artistic phrasing. It is liter-
ally true that they furnish precisely the training of hand and
finger in the different manners of attacking, sustaining, and
finishing tones, in order to effectively phrase all kinds of artistic
music. In fact, they fully accompllsh this vital and indispensa-
ble part of pianoforte training. It is for this reason, mainly,
that their daily practice can never be dispensed with for any
considerable tirme.

In assigning the lesson, it will suffice for the teacher to
indicate the melodic form and the rhythm. Hence the direc-
tion “ Diatonic Scale, Rhythm IL”” would indicate a sequence
composed of Nos. 1, 3. 7. and 9. The direction ¢ Broken
Thirds, Rhythm' II,” would indicate a sequence composed of
Nos. 23, 235, and 29, the latter in two grades of speed. * Chro-
matic Scale, Rhythm I,”” would indicate a sequence of Nos. 46,
47, 49, half as fast as written, and 49 as it stands. The
sequence so indicated the pupil is to carry through all pairs of
fingers and in all varieties of touch, and with the number of
repetitions indicated in the table of practice above.
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Two finger exercises. Diatonic Scale.

Exercise NO 1. First slow form. The clinging legato touch. See Sections 14&15
d- 81
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- For the sake of abbreviation the exercises which follow are written out on the right hand part of the staff.

The !teft hand plays uniformly one octave below the right,beginning onc of the small octave. Fingering above
the notes for the right hand and below for the left.

NOQ 2. Second slow form. Rhythm I. Clinging legato touch and Elastic touch in alternation.
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Right hand 3 3 3 §etc _ - za F3¢tc ' Fine
/> — —_— = >1.‘1‘\ }‘lk\ >L. 1k1 ? > ?\l >"J‘ = >L11 >1. K >1_1' = == :
e N T T e et e R e P W asi e i g S S
3 7 T . > . \./o - A - I N - = . 7 .
- ~ ,\/ — Pl ' tITQ rl)yo’v o ~ N~ N N\ N
Lefthand2 1 2 1 33 % 3etc
32 3 2etc. 31 33
3 3 4 3 5 2 5
5 4 5 4
NQ 3.Second slow form. Rhythm II. See Secs. 16 & 17.
2 ' .3 2 2 etc.. . _
0. >2ﬁziz>etc\ xR > L 3> 3> Ty S > > Fine.
(D ] — T N ] 3 | ] ) - & : i | +
- H T | & | j\uT I s ] ] Ve L IAY V2! Kesl IV )
i 4 )‘1‘% ll\ll - }I'I &H—-“Hj\:ﬂﬁ_ .#r = 4 - 1 —— - "" : : '”—[l = IIJJ. 2
¢ f&h '3‘.\/2 2 32 ett.. 3 2B 2k efc. T = W T =

~
To avoid crowding the pla{es the application of the other three .pairs ‘of fingers is here omitted, buf ‘on no
account must they be neglected in -practice. See Sec. 10.

'NO 4. First moderato form. Rhythm L See ‘Secs.18 & 19.
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Cautlon Be careful to give the rests their entire value in both exercises, Nos.4 and 5. ‘
NO 5. First moderato form. Rhythm II. _ See Secs.18 & 19.
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NO 7.-Second moderato form. Rhythm II. . ‘ See Secsi8 & 19.
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R MATERIAL.

NO 8. First fast form. Rhythm I. Ace. of 8s NO 9. First fast form. Rhythm II. Ace. of 85
. Secs. 18 & 19. Secs.18 & 19,
=961120
2323 N 2 3232 Fine. N 2232 2_3323. . . Fine.

Practise all of these and the following forms a part of the time with the Mild Staccato touch exclusively. See
Sec.15,and the outline cut at the end of that Section.Do not neglect the Legato touch.

N9 10. Second fast form.Rhythm I. Acc.of 165 NO 11.Second fast form.Rhythm II. Acc. of 16%
- =420 Secs.18 & 19. Secs, 18 & 19.
2323 3232 Fine. A 2232 - _33232 Fine.
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Apply various degrees of force to all of these Fast forms, as well as to the Moderato forms,Play many times

in succession forte; then many times mezzo; afterwards piano, and finally pianissimo, as delicately
as consistent with clearness, accuracy and precision.

NO 12. Third fast form. Rhythm I. Acc of 125 Secs.18 & 19.
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Another very useful way of practising is to make a well- graded and continous crescendo throughoutthe
ascending passage and a corresponding diminuendo,in descending. Do not hurry the time while making the
crescendo. Give equal attention to the Legato, and-to the Mild Staccato touches.

-

Play rapidly, lightly and delicately; also with uniform distinctness and elasticity of touch,but with an unmis-
takable accent on the first part of each measure.

NO 13. Third fast form. Rhythm I1. Acc. of 125 Secs. 18 & 19.
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NQ 14.Triple measure. N9 15.Compound double measure. No 18.Compound triple measure.
- y3gdec.of 3% ; - 1og ) Acc.of 6% =138 Acc.of 9% |
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$ SIS 5 S o fc ﬁ 1= mz 3 -
4 A i}f Eet. %&ﬁ . 1/, _@-
‘ 3~/23 232 . . 3~/232,32 ﬁszsz

Triple measure combines both Rhythms I and II. Likewise Compound doubleb, and Compound triple measure.
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Velocity forms.
NO 17. First velocity form. Riythm I Sec.42.
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The rgs%s in Nos. 17 and 18 are of especial importance. Carefully observe their full time value.

N9 18.First velocity form. Rhythm II. Sec.42.In the application of Rhythm IL, obsere throughout all of the ve-
locity forms

N¢ 19.Second velocity form. Rhythm I. Sec.42. N© 20.Second velocity form. Rhythm II. Sec.42,
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N© 21.Third velocity form. Rhythm 1. Sec.42. N 22.Third velocity form. Rhythm II. Sec.42.
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In the following exercise the fingers cannot be raised high before striking as in Exercise N0 1. Be careful to
sustain the tones their full value, so that there always will be two keys held down, except during the infinites -
simal time required for moving a finger as quickly as possible from one key to the next.

N© 23. Diatonic broken thirds. First slow form. The clinging legato touch. See Secs. 14 & 15.
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In playing this exercise the pupil should |have in mind the simultaneous movement of two voices in each
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NO 24.Second slow form. Rhythm 1.Secs.16 &17.  NO 25. Second slow form. Rhythm II.Secs, 16 & 17.
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No 36. First moderato form. Riythm I.Secs.18& 19. NO 27 First moderato form.ﬁhythm IT.Secs. 18&19,
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NO 28. First fast form. Rhythm I. Acc. of 85 0 \

100 to 120 N© 29.First fast form. Rhythm II. dcc. of &5
i O 2323 . /———-——-\\ Fine' 2{ 2

3 3? ‘ v % 323%

The directions interlined on page 14 are equally applicable to exercises 28 to 32 inclusive.

N9 30. Second fast form. Rhythm I. Acc. oflés NO 31. Second fast form. Rhythm II. Acc.of 165

NOQ 32.Third fast form. R*uthm I Acc. of 125
=120 to 138

Fine.

N9 33. Third fast form. Rhythm II. Acc. of 125

=120 to 1 38

IEELE  Wea=
o
o g
11 g
P

No 34. Tnple measure.4cc.of 35 N? 35.Compound double measure. N©36.Compound triple measure.
=438 =400 Ace.of 65. =138 Acc.of 95
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Velocity forms.
NO 37. First velocity form. Rhythm L No 38. Flrst velomty form. Rhythm II.
11’“ 1232 Fine. / Fine
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No jl Dlatoguc do uble thirds. First slow form. Thegelinging legato touch.
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MATERIAL. 28

0 4: .
NO d2.Second slow form. Rhythm 1. N9 43. Second slow form. Bhythm II.

= 96 ) 3 4 3 4 3

s 4 3 4 g 1 3 4 2.4 4

9} g 2; ‘I 2'; 1 IL\ . 2/\ <= . T f 1 2 } . 27 }1 T

i1 Nagt 1 Tl 1 :E;] - 21 fu 1 }\ 2 { th %ﬁ:

- —=11—17  — T X 4 :i” 77 T
(2 " . ~ 1 1 T P [ . . . ¢ 1 f 1 !

1 21 3 g 3 % ' 2 45— 21 :l; 3 f r
21 4 i 2 1 < 4 4
5 3 13 T 3 4 3

First fast form. Rhythm I.

No jljt

To be followed by all varieties including xelocxty forms. To be applied also to diatonic double sixths.

Chromatic Scale.

N 46. First slow form. -
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NO 47. Second slow form. Rhythm I.

-96 NQ 48 Second slow form. Rhythm II.
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49. First fast form. Rhythml ‘ :
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J: 100 to 130 N@ 50. First fast form. Rhythm II.
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To be apphed also to chromatic broKen thirds; chromatic ‘double thirds, major and minor, and chromatic double snths
major and minor, etc. Velocity forms must be included.

Two-finger exercise applied to the black keys.

NO 51. First slow form.
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To be followed by all varigties including velocity forms,



MATERIAL.
Arpeggio of the Diminished Seventh.

It sometimes happens that the hand motions in the two-finger exercise are more easily acquired from the arpeg -
gio of the diminished chord than from scale passages. '

26

N9 56. First slow form. The clinging legato touch.
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No 612First fast form. Fingering as before. NO 62° Flrst fast form. Rhythm II.
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N9 63. Another fast form. Fingering as before.
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Apply these exercises to all other derivatives of the diminished Seventh. See Vol. III.“Touch and Technic page
In many cases the correct hand motions will more easily be attained in these forms than in those derived from
the scales. Moreover, the different degrees of separation in the fingers, in the various positions, afford most excel-
lent discipline to the touch.

Dovble Diatonic Sixths.

Double Diatonic Broken Sz.pths, although not given here, should be practiced in corresponding forms to those of Diatonic Brokm Thirds,

See No's 23 to 40
N¢ 65, First slow form. Clinging legato touch. (§ee N0 o 40)
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NO 66. Second slow form. Rhythm 1. Elastic touch. N© 67.Second slow form. R]é?/m 11 H
5>-\4 > 5 4 s 3 > 2=
:‘g %‘ i P‘ » - é LY §?\,
LE et ey :
1 2 1 2 i - Q) i 2\_/i é~.—/
45 4 & i 5 r 5
st fast form. Rhy g}yg I NO 69. First fast form. Rhythy
213%
" ~ ;
oot Qoo ~ Fine. 3 1213 etc.
e e P PP e
1] ] 9 flll” ] ) ’?‘
w"—“ 1212 1
$545 v 45115“@ uglsetc.
The same paltcrns may be ¢ 'apted to the major and minor chromatic sixths, at the discretion of the teacher, or the ambi

tien of the student.



MATERIAL. 29
Two finger exercises in Octaves.

N?Q 70. First slow form. Clinging legato tonch in the upper voice of the right hand, and lower voice of the left
hand.The thumb as legato as possible.
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N©Q 71.Second slow form. To e practiced with the Arm touches and with Hand and Finger Elastic.(Sec.3.)
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NO 73. First fast form.#ith l%qht touch, devitalized. -
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Graded shake or tri]f exercise.

Directions. Observe strict time in passing from one grade to the next. The tendency will be to play too
fast-in the slow grades and too slowly in the fast ones. Practice with each pair of fingers in turn, also

with different fingers in alternation, thus (& 18.24} and {2.4.3.:5 also 1.2.1.8.~ 2.3.24-3435
& ” L. 4.2.3.1% { 5.3.4.2 RIZT-32742-4353
N©975. Beginning with the lower tone. ‘
accent qf 33 accent of 45 accent of 8%
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The touch which in the beginning is bold, firm and decisive, becomes supple and elastic when the fast grades
are reached.

NO9#76. Beginning with the upper tone. Above fingering also in reversed order, thus, 2. 237 and 3442 also 3424 etc. etc.
accent of 35 accent of ﬁ‘ R

accent of 85
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NO=7 Velocity forms. Apply the principal formns of fingering given for the Mordent and Reversed Mordent.See next page.
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Velocity forms must also be practiced beginning with the upper tone of the trill.,
N978. Adapt the trill exercise to each and gll of these forarlns using the fingering indicated above.
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Apply also the following fingering to 3.d.e. /. g. f; 1348 2424 3532




28 MATERIAL.

The Mordent and the Inverted Mordent (see sec.4s)

These embellishments,with many others of s\imiliar character are of frequent occurrence in the works of
Bach and his contemporaries. They may be played with two or with three fingers in alternation. When only
two fingers are used the manneris as follows

No.79. The Mordent. (ay) "No.80.The inverted Mordent. (as)
Right hand. éé ] sams Singering. R.X. ‘g‘f 3 same fingering. ,
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Left hand. 33 % same fingering. % 3 4 same fingering.
Mordent. Inverted mordent.

Other fingeringsare possible and sometimes useful, viz; 2.#. 121131 141_151-) 212_813_414_5135
Z.H. 212.313_414_545 Il 121 _131_141_151

At No.79. a. the alternation is between two adjacent white keys; at 4. between a white key and the next
black key to the left; at c. between a black key and the next white key to the left; at #. between two

:néighbaring black keys while ¢ differs from & inasmuch as the former is a major, and the lattera minor
second. No.80 is the reverse of No.79 and will be easily understood without further explanation.

It s however very much better to use three fingers rather than two in playing these embelishments, as
thercby free and off. hand muscular action is greatly facilitated.On examination of the followingtables for fin-
gering, it will be seen that there are thirty-two different ways indicated. If these are brought fully under con
trol by careful practice the result will be great facility of muscular movement in the joints of the fingers, meta-

carpus and wrist, extending by means of the extensor and flexor muscles to the elbow, and even to the shoul-
der, when properly played. Some of the varieties tend in a great degree to facilitateithe passing of the thumb
under the fingers and hand, and altogether they exercise a far-reaching and comprehensive influence over most
of the muscles used in Pianoforte playing, developing strength, agility and speed, cambined with suppleness and
elasticity. All of the various fingerings should be thoroughly mastered, but if this task seems too formidable
let the student, at the very least,get easy control of the few forms which are in most general use viz;

Mordent. Z# 342 _321_128_423_435 Inverted mordent. #-Z- y132_2413_231.243_143
LH 132_231_312_ LH 821_.213.312.8324.431

The following tables show thirty-two different ways of fingering the Mordent and the Inverted mordent.
The Mordent av See example No.79.

Beginning with the thumb or 1st finger. Boginning with the 2nd [frnger.
123 _ 124 . 125134 _ 1356 _ 145 213_ 214 - 215
L. H. 132 _ 142 _152_.143_188_1564 231_241_ 254 - 243 _ 214 _ 215 . 248 . 253 _.254
Beginning with the srd finger. Beginning with the stk finger.
R.H 312 _314.3815_321_.824-325 442 _ 413 _ 415 _ 421 _ 428 _ 425 _ 431 _ 435
L. A 312_314_.315_341_-342_351.852-364 412 - 418 _ 415 _ 451 _ 452 _ 48583

Beginning with the stk finger.
RH 512 513.51464_-521_523_524-581_534_541
LH 512_518_514

The inverted Mordent s See example No.80.

Beginning with the thumb or 1st finger Beginning with the 2nd [finger.
RH 132 _ 142 - 148 - 152 - 1658 _ 154 231.241- 251 - 218 _ 214. 245_ 243 _ 258 - 254
LH. 123 - 124 _ 134 . 125 - 136 - 1465 243.2FT4-215
Beginning with the srd finger. Beginning with the £th finger.
R A 312 _314_ 315 _341_342_.351_.352_3654 512 _ 448 _ 415 _ 451 - 452 _453
LK 312 _314_.315_.8321.324_325 442 - 418 - 415 - 421 - 428_425_431_ 435§

Beginning with the sth finger.

RH 512 _513_514

LK B512.-513_514-521_523_524_-531-534_.541
How to Practice: These exercises like all other velocity forms. should be practiced inthe order observed in the fol-
lowing examples. At a there is a long silence between each repetltlon of the fxgure At b the interval of rest is muchshort-
cr, and at ¢ the figure is repeated in somewhat rapid succession. Each effort is immediately succeeded by an instant-
eous relaxation, followed by a re-construction of the muscles, which takes place during the pause. Be very careful to
give the rests their full time value and during this interval of silence, make careful mental preparation for the next
effort, A]way% keep strict time. ab
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